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MTO 28.2 Examples: Aziz, Billy Joel’s Enharmonic Duplicity

(Note: audio, video, and other interactive examples are only available online)
https://www.mtosmt.org/issues/mto.22.28.2/mto.22.28.2.aziz.html

Example 1. Classification of Rock’s Preeminent Tonal Systems (Everett 2004, Table 1)

la  Major-mode systems with common-practice harmonic and voice-leading behaviors. May be inflected by minor-mode or chromatic mixture.
1b  Minor-mode systems with common-practice harmonic and voice-leading behaviors. May be inflected by major-mode or chromatic mixture.
2 Diatonic modal systems with common-practice voice-leading but sometimes not with common-practice harmonic behaviors.

3a Major-mode systems, or modal systems, with mixture from modal scale degrees. Common-practice harmonic and voice-leading behaviors would
be common but not necessary.

3b  Major-mode systems with progressive structures. Common-practice harmonic and voice-leading behaviors would be typical at lower, but not
higher, levels.

4 Blues-based rock: minor-pentatonic-inflected major-mode systems. Common-practice harmonic and voice-leading behaviors not always
emphasized at the surface, but may be articulated at deeper levels and/or in accompaniment.

5 Triad-doubled or power-chord minor-pentatonic systems unique to rock styles: I - bIII - IV - V - bVIIL. Common-practice harmonic and even
voice-leading behaviors often irrelevant on the surface.

6a  Chromatically inflected triad-doubled or power-chord doubled pentatonic systems of early metal. Common-practice harmonic and voice-leading
behaviors often irrelevant on the surface.

6b  Chromatically related scale degrees with little dependence upon pentatonic basis. Common-practice harmonic and voice-leading behaviors often
irrelevant at deeper levels as well as surface.


https://www.mtosmt.org/issues/mto.22.28.2/mto.22.28.2.aziz.html

Example 2. Tonal Systems in Pop/Rock (reproduced from Biamonte 2017, Example 2)
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Harmony 1s basically major, although chord extensions and embellishments may be
minor; melody has flexible third and seventh degrees with microtonal embellishments.
A common subset 1s the minor pentatonic scale.
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Example 3. “Honesty,” piano intro, mm. 1-2 (0:00-0:09)
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Example 4. “Honesty,” mm. 1-11 (0:00-0:39)

Verse (0:08)
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Example 5. Deceptive motion in “Honesty,” mm. 9-12 (0:29-0:42)
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Example 7. “Honesty,” bridge, mm. 22-30 (2:05-2:36)
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Example 8. Outer-voice reduction of verse-refrain of “Through the Long Night” (0:12-0:35)
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Example 9. Bass line of bridge sections, “Through the Long Night” (1:07-1:30)

Bridge

=S=SEsss

L 1S

— 1 I — 1 1
[—— W — ! |
V/V V vi Vi/vi V/iiii? V7 i i’ vi V7/vi V7/i i V7 i i V7
| ) L J
SMC SMC SMC

Example 10. Opening bass line, “Miami 2017” (2x, 0:17-0:29)
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Example 11. Opening bass line, “State of Grace” (0:00-0:18)
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Example 12. Opening bass line of “Laura,” introduction (2x, 0:00-0:13)
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Example 14. Harmonic reduction of chorus,

Chorus (0:41)

“Laura” (0:38-1:08)

#_IPID Pat [ 8 ) [ 8] o Llﬂ
2 = 24 >
A\IY L0 ] o © 8 )
'_J (8]
*kk r.iving alone isn’t all that it"s cracked up to be Qh, oh, oh
deskok
— bos bos P = O
hall CNFN 1) ©Or O
Ea s O © 7
Gb (V7/510) Cb™ (117 F™ (V7 Gm’ (vi") Gb7 (... V7/BII)
~ A ~
“pre”’-predominant pre-dominant 5 dominant — 6 deceptive — b6 ... pre-predominant
0O | 1
A7 5,8 o 3 bg——te Lo
e o E = o
I'm on her side why does  |she push the poison on me Oh, oh, oh, oh, oh
Hkk
' Tr—e o P b o
Py se ° o o 2
| o e be ——0
Cy? (5I17) F (V7 Gm’ (vi’) Gb7 (Ger®) Cb7 (TT-sub) Bb
pre-dominant 5 dominant — 6 deceptive — b6 pre-dom. dominant tonic




Example 15. “Am Leuchtenden Sommermorgen” reduction in Agawu 1994, 92 (instances of
enharmonic chord boxed)
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Example 16. “Vienna,” piano intro (0:00-0:13)
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Example 17. Source of triplet motive: Weill, “Come Up from the Fields, Father”
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Example 18. Reduction of “Vienna,” piano intro
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Example 19. Reduction of “Vienna” (0:14-0:30; 0:31-0:47; 0:47-1:07)

m. 9/17 10/18 11/19 12/20 13/21 14/22 23 16/24
0 |
r,:}" h—© © o o o o o ©
o
©
g (8 '8 |, g |g |8 4
Dan. R e
G
Bb: wvi I A% bVII v I i’ / vi V/ vi
(“double-plagal”)
g i’ V
m. 25 26 27 28 29 30 31 32 33 34 35
ﬁ Il IU £» £y £ Ay
3}
L % % e e |l e h% EH}E Eh}ﬁ hg {’| (hhﬁ g LY
) = © = 28 — e —— — 3
— 5 i —
4 5)
Bb: IV V. I vi-—--1IV' i V2vil V/V Gey/Fr¢ V' I
g VI G v’ i “When will you realize...Vienna
waits for you.”
Fifths: Eb’ Am’D7” Gm” C7 (Gb7)
Example 20. Opening of “Zanzibar”
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Example 21. “Zanzibar,” opening of chorus (0:55-1:01)
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“I've got the old man’s car / I got a jazz guitar”
Example 22. “Where’s the Orchestra,” introduction (0:00-0:12)
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Example 23. “Where’s the Orchestra,” opening verse (0:13-0:49)
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